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can	 be	 pursued	 online	 through	 digitised	 documents,	
databases,	 exhaustive	 descriptions	 and	 transcriptions	
or	 at	 least,	 not	 as	 physical.	 The	 archive	 can	 be	 born	























ally	booing	 is	 jeered	off	 the	 stage.	Plato	 in	The Laws	
observes	 a	 change	 from	 silently	 respectful	 audiences	














government	 [...]	 he	 is	 the	 very	 slave	 of	 the	 audience	
[...whose	will]	 is	 the	 law,	and	execution	 instantly	fol-
lows	judgement’.2	Booing	is	a	metonym	for	a	range	of	
different	audience	behaviours	 and	 is,	 in	 fact,	 a	 fairly	
1. Plato, The Laws. ed. by Trevor J. Saunders (London: Penguin, 
2004), pp. 700c-701c.
2. Elizabeth Inchbald, Letter to The Artist, 13 June 1807, Qtd. in 
Lilla Maria Crisafulli, and Cecilia Pietropoli, The Languages of 
Performance in British Romanticism (New York: Peter Lang, 




















































































ling’	 is	a	metaphor	derived	 from	a	 term	for	combing	
out	 the	 fibres	 in	 hemp	 and	 thus	 originally	 implied	













Booing	 is	often	 seen	not	 just	as	over-mighty	but	 re-
ally	 dumb.	 This	 insinuation	 lurks	 there	 in	 the	 animal	
imagery	 that	 surrounds	 booing	 and	 its	 neighbours:	
3. Marinetti’s ‘The Pleasure of Being Booed’ [reprinted variously, 
including F. T. Marinetti and Doug Thompson, ‘Refusals, 
Exhortations, and Announcements’, New England Review, 
27 (2006), pp. 56-80] is actually a translation of ‘La voluttà 
d’esser fischiati’ which literally translates as ‘The Pleasure of 
Being Whistled’. Eric Csapo and William J Slater in The Context 
of Ancient Drama (Ann Arbor: University of Michigan Press, 
1994) cite Cicero talking of an actor being ‘hissed and booed’ 
off the stage (p. 312), but this is again a loose translation 
of ‘exsibilatur, exploditur’ which more strictly suggest being 
‘whistled and clapped’ off (Paradoxa Stoicorum, 3.26, http://
www.thelatinlibrary.com/cic.html [accessed 16 July 2012]).
4. Plato, The Laws, pp. 700c-701c.
5. Victor Bers, ‘Dikastic Thorubos’, in Crux: Essays Presented 
to G.E.M. De Ste. Croix on His 75th Birthday, ed. by P. A. 








his	play	Guy Domville to	an	early	 end,	describing	 the	
total	effect	of	their	‘hoots	&	jeers	&	catcalls’	as	‘roars 
(like	those	of	a	cage	of	beasts	at	some	infernal	“Zoo”)’.7	




head’,	 Jonson	 foreshadowed	 the	 views	 of	 the	 logical	
positivists	in	the	early	twentieth	century:	philosophers	

















ruption	 of	 performance	 from	 performance’s	 outside?	
Booing	is	theatre	at	its	most	philosophical	and	its	most	
theatrical.	
6. Csapo and Slater, The Context of Ancient Drama, p. 303.
7. Henry James, Letter to William James, 9 January 1895, in The 
Correspondence of William James, ed. by. Ignas K. Skrupskelis, 
Elizabeth M. Berkeley, and John J. McDermott, 12 vols 
(Charlottesville and London: The University of Virginia Press, 
1992-2004), II, p. 337.
8. Ben Jonson, Every Man out of His Humour, ed. by Helen 
Ostovich (Manchester: Manchester University Press, 2001), p. 
121, my emphasis. A ‘mew’ is thought to be either the sound 



































Modernism	 was	 a	 moment	 of	 considerable	 anxiety	
around	 booing	 in	 the	 theatre.	Many	 early	Modernist	
performance	were	disrupted	by	booing,	hooting,	whis-
tling	 audience:	Ubu Roi, The Wild Duck, Murder, Hope 
of Womankind, The Rite of Spring, Playboy of the West-
ern World are	just	some	of	the	most	famous	cases.	 In	
response,	 the	Modernists	 tried	 to	 incorporate	 booing	
and	draw	its	sting.	Marinetti’s	pamphlet	‘The	Pleasure	
of	 Being	 Booed’	 (1910)	 expresses	 no	 real	 pleasure	 in	




to	 the	 authority	 of	writers	 and	 to	 rescue	 them	 from	
thralldom	to	a	public	that	urges	them,	fatally,	to	look	
for	 easy	 effects,	 thus	 preventing	 them	 from	 seeking	
any	 deeper	 interpretation.	 Booing	 is	 bad,	 because	 it	
expresses	an	audience’s	irrelevant	opinion	of	the	work	
(Marinetti	 is	 at	 his	most	 Platonist	 here),	 but	 at	 least	
it	 is	an	 indication	that	the	theatre	that	 is	 turning	 its	






lo’s	Each His Own Way,	played	the	sound	of	an	audience	
booing	and	 jeering	at	 the	end	of	 the	first	act.11	 John	
Osborne	wrote	audience	disruption	and	walk-outs	into	








9. F. T. Marinetti and Doug Thompson, ‘Refusals, Exhortations, 
and Announcements’, p. 69. Translation modified.
10. André Breton and Philippe Soupault, ‘If You Please’  in Dada 
Performance, ed. by Mel Gordon (New York: PAJ, 1987), pp. 
111-29 (p. 129).
11. Luigi Squarzina, and Gino Rizzo, ‘Directing Pirandello Today: 
An Interview with Luigi Squarzina’, The Tulane Drama Review, 
10 (1966), 76-85 (p. 83).
12. John Osborne, Déjàvu (London: Faber and Faber, 1991), p. 102.
ence	is	key	to	Modernism.	The	art	critic	Michael	Fried,	
in	 ‘Art	 and	Objecthood’,	 cites	 Robert	Morris	 to	 claim	
that	 for	 the	Modernists	 ‘what	 is	 to	 be	had	 from	 the	
work	is	located	strictly	within	[it]’.13	For	Fried,	this	key	
achievement	is	under	threat	by	minimalism	(he	calls	it	
‘literalism’),	 because	minimalist	 artworks	 are	 there	 to	
ask	questions	of	their	viewers	(how	do	I	 look	at	this?	
Where	 should	 I	 observe	 it	 from?	 What	 do	 I	 supply	
to	make	 sense	 of	 the	 object?),	 and	 as	 such	 ‘literalist	
work	depends	 on	 the	beholder,	 is	 incomplete without	
him	[sic],	 it	has	been	waiting	for	him’.14	For	Fried	this	



















not	 when	 performed,	 but	 when	 published:	 the	 1600	







from	 (rather	 than	 collaborator	 in)	 his	 plays,	 but	 his	
13. Michael Fried, ‘Art and Objecthood’, in Minimal Art: A Critical 
Anthology, ed. by Gregory Battcock (New York: Dutton, 1968), 
pp. 116-47 (p. 125).
14. Ibid., p. 140.
15. Ben Jonson, The New Inn (Manchester: Manchester University 
Press, 1984), p. 36.





































try	 to	 influence	 each	 other19	 and	 are influenced	 by	
each	other;20	they	find	unintended	political	meanings	
in	 plays;21	 they	 keep	 trying	 to	 guess	what’s	 going	 to	
happen;22	 they	 spit23	 and	 eat	 nuts	 loudly;24	 they	 hiss	
plays	they	don’t	understand;25	they	hiss	plays	they	do	
understand,	if	they	feel	got	at;26	they	watch	rather	than	
17. Ben Jonson, Bartholomew Fair (Manchester: Manchester 
University Press, 1979), p. 9.
18. Ben Jonson, ‘The Case is Altered’ in The Works of Ben Jonson. 
ed. by W Gifford, VI (London: Bulmer, 1816, Vols I-IX), pp. 
361. Many thanks to Martin White for drawing this to my 
attention.
19. ‘The Case is Altered’, p. 362; Every Man Out of His Humour, 
p.123.
20. Bartholomew Fair, p. 10;  
21. Bartholomew Fair, p. 12; Ben Jonson, Epicene, or the Silent 
Woman. ed. by Richard Dutton, (Manchester: Manchester 
University Press, 2003), p. 118; Every Man Out of His Humour, 
p. 214; Epicene, pp. 126-28.
22. Bartholomew Fair, p. 11; Ben Jonson, The Magnetic Lady. ed. 
by Peter Happé, (Manchester: Manchester University Press, 
2000), p. 184; The New Inn, p. 63;
23. ‘The Case is Altered’, p. 361.
24. The New Inn, p. 71.
25. ‘The Case is Altered’, p. 361; The Magnetic Lady.







and	interpretation.31	Every Man Out of His Humour, The 
Staple of News, and	 The Magnetic Lady have	 scripted	
on-stage	audience	members	whose	opinions	are	voiced	
and	 then	 corrected	 by	 representatives	 of	 the	 author.	
After	The New Inn was	booed	off,	possibly	before	even	
completing	a	single	performance,	Jonson	published	the	
play	together	with	a	 large	number	of	commendatory	




ence	 and	 its	 wayward	 interventions	 permanently	 in-
scribed	in	the	text.
27. ‘Second Epilogue’, The New Inn, p. 204; The Staple of News, p. 
71.
28. Every Man Out of His Humour, pp. 124, 376; The New Inn, p. 
49; The Magnetic Lady, pp. 70, 129.
29. Every Man Out of His Humour, pp. 376-77.
30. The Staple of News, pp. 108-12















































with	 a	 prophylactic	 pair	 of	 lines,	 perhaps	 hoping	 to	















tive	 commentary.	 In	 September	 1934,	Young England	
opened	at	the	Victoria	Palace	Theatre,	London.	It	was	
intended	to	be,	in	the	words	of	its	author	Walter	Rey-
nolds,	 ‘a	 solid	 three	 hours	 of	 clean	 and	 wholesome	
entertainment’.33	The	audience	did	not	share	Reynolds’	
estimation	 of	 his	 preposterous	 and	 old-fashioned	
melodrama,	with	its	one-dimensionally	wicked	villain,	
its	 impossibly	 saintly	 heroes,	 and	 its	 bizarre	 hymns	
of	praise	to	the	 ‘picturesque	and	practical	Boy Scouts 
and Girl Guides	movement’.34	 Rather	 than	merely	 boo	
the	production	to	a	close,	however,	the	audience	per-
formed	its	ideological	role	to	excess:	the	play	became	




handle!’	 just	 before	 the	 hapless	 actor	 performed	 the	
act.	The	play	featured	a	Boy	Scout	song	‘Away	we	go,	a	
cheery,	jolly	Scout	band’	in	which	the	entire	audience	
would	 vigorously	 join.	 ‘Once	 I	 am	 elected	 to	 Parlia-
32. Ibid., p. 121.














theatre	 is	 entirely	 created	 in	 the	minds	 of	 the	 audi-
ence.	The	theatre	artists	shape,	for	the	most	part,	the	
performance	 object	 and	 these	 decisions	 are	 crucially	
important;	however,	 the	audience	determines	 its	 sig-
nificance,	meaning,	 affect,	 resonance,	 understanding,	
reach,	function,	ambiguity,	playfulness,	profundity	and	

















insists	on	the	equality	of	 types of	 intelligence	on	the	
stage	and	in	the	auditorium	and	it	is	booing	when	that	
equality	is	most	plainly	expressed.37	
35. Ibid., pp. 241-42.
36. Quoted in Csapo and Slater, The Context of Ancient Drama, 
p. 303.
37. Jacques Rancière, The Emancipated Spectator, trans. by 



























































If	as	Karl	Marx	suggested,	 ‘all	 that	 is	 solid	melts	 into	





ly	 different	 experiences,	 locations	within	 and	 under-
standings	of	the	present,	for	whom	the	contemporary	
will	 signify	 as	much	about	our	past	 as	 it	 does	 about	
our	present.	
Situated	 in	 the	 immediacy	 of	 the	 present	 moment,	
the	 contemporary	 connects	 through	 similarity	 and	
distance:	 it	 is	bound	by	that	which	marks	 it	as	being	
1. Steven Connor, Postmodernist Culture (Oxford: Blackwell, 
2005 [1989]), p.3.
2. Karl Marx and Friedrich Engels, The Communist Manifesto 
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